With the Lazarillo published anonymously in Spain in the 16 th century, the romantic adventure changed paradigm and emancipated itself from the novels of chivalry. For Jean-Pierre Sarrazac, this picaresque novel brings a new voice to the theatre and modern drama that will evolve into a fundamental novelisation that will take off from 1880. This text was for a long time attributed to the humanist Diego Hurtado de Mendoza y Pacheco and the list of suspects is long akin to this "rhapsodic impulse" those multiple voices that each give a different interpretation to the same text, and that Jean-Pierre Sarrazac exhibits in his book Poétique du drame moderne, de Ibsen à Jean-Marie Koltès (2012). In this investigation of the Lazarillo, the modern drama, from the death of Hurtado in Madrid in 1575, will explore in substance and form the paradoxical question of drama in opening the doors of perception to fictional characters who are also gifted with life, if not our life, in a world where the true and the false mix while the opposing forces carry humanity towards a destiny worthy of Orwell's 1984, but in the echo of the drama, the voice of the rhapsodes continues to resonate.
Philip II, agonizes and remembers the wonderful gardens of Granada, those of his childhood, then he enters a nostalgic delirium with the vision of a crown of myrtle, a memory of his tumultuous student youth in Salamanca, and the call of the muses on the banks of the River Tòrmes.
Did he remember the Red Castle, the beautiful Alcazar, the magical theatre at the Lion's Court where, with his comrades, he bathed in the water of the fountain of the Almohad princes? Happy days in the patio of Los Arrayanes, with a rhapsody of flowers with savant names that adorned the gardens.
In this August 15, of the year 1575, Diego Hurtado de Mendoza y Pacheco just died in Madrid in terrible suffering caused by a gangrene.
For almost three centuries, Diego Hurtado de Mendoza (b. 1503 -1504 , Madrid, d. 14.08.1575 a diplomat, humanist, poet, historian and bibliographer) , was designated the "anonymous" author of the novel La Vida de Lazarillo Tormes and sus fortunas and adversidades 1 in book catalogues all over Europe. Since the seventeenth century, some theses have presented him as the author of The Life of Lazarillo de Tormes, a suspicion that seems to be confirmed by the discovery, in 2010, of an autograph manuscript of Hurtado de Mendoza that mentions "corrections employed" for the imprint of the work. The book is also of utmost importance in the transformation of the drama according to professor and author Jean Pierre Sarrazac, whose first play, Lazare also dreamed of Eldorado (1976) , was inspired freely from Lazarillo de Tòrmes and this resemblance is not fortuitous, it is part of a theatrical and literary tradition which makes Lazarillo the first novel of the picaresque genre, which frees itself from the codes of romances of chivalry.
The mysterious birth of this novel on the banks of the river Tòrmes induced a paradigm shift that had not escaped Sarrazac and also Bernard Faivre in his article, "Lazare: re-reading notes", published in the magazine Études théâtrales 2 , and who rediscovers the incredible resonance of the text of Sarrazac in 2013, 37 years after the performance of Lazarus also dreamed of Eldorado, finding the text as carrier of a "very actual non-actuality".
The original story tells of the wanderings of a teenager from Salamanca, the old university town of Castile bathed by the Tòrmes river. The child was entrusted to an old blind man to become a valet, followed by adventures made of cunning, ruses, larcins, masters, until the completion of the quest at the libertine archpriest of Toledo who finds him a wife who turns out to also be the mistress of the man of God, and she has already made him three children. Lazare concludes the novel with these words: "At that time, I was in full prosperity, at the height of all good fortune."
Sarrazac considers Lazarillo the first picaresque novel and also the birth of modern drama and new poetics, that is to say the "novelization" of the theatre that will swarm to the turn of the 1880s. He recognized besides the direct influence of Lazarillo on his 1976 play: "my first piece that bears the title Lazarus also dreamed of Eldorado which comes from an anonymous picaresque novel, his first title was Roman de Lazare. I was referring to the fictional origin of the play." 3 For Sarrazac, Lazarillo belongs to the definition of drama given by Szondi: "the meeting of interpersonal constraints in the present" 4 .
Szondi also claims that the only drama worthy of the name appears in the Renaissance. It is indeed at this moment that after the elimination of the prologue, the choir and the epilogue, the theatrical work ceases to be constituted by elements other than the direct reproduction of the interindividual communication, the monologue becoming episodic and tributary to the dialogued text. The original form of the drama begins to dilute in a process of destruction of the rule, or anything that moves away from the rules codified by Aristotle.
A passage from Georges Darien's The Thief (1897) expresses in a synthetic way the whole dimension of the modern drama, where it is a question of reading and "not reading", of leaning on the corpus while inventing another code: "The Code is formal [...] To read the Code, my friend, it is not enough to know how to read; you have to know how to read the Code. What must be read in this book is not the black, the print; it's white, that's it." 5 Lazarillo belongs to an original story, to this white space whose origin is lost in the night of time as Sarrazac says: "I know that there is always at the base the same original story: Tom Thumb. Maybe I'm starting to get out of this Tom Thumb story, but it was still very present not so long ago. The particularity of the tale, besides being very realistic (in a strong sense, not in the sense of a reproduction of the reality), is to put ourselves in the grip of a certain number of tests. There is nothing more realistic than that: to confront, in the imaginary and the symbolic, the great trials of life. In the tale resides a structure that seems to me related to these epic forms that have still preserved a strong link to orality. I obviously find the call of the theatre." 6 Tom Thumb is an avatar of the Odyssey of Homer and this descent that does not escape Sarrazacshows how the epic phenomenon that transcends the story continues to fuel the creativity of modern drama, through the novels. Such as James Joyce's Ulysses (1922), where the original arrangement of the quest is confronted with identity, the one that modern man has lost in the "ornamentation of the masses" 7 , and which he expects to find through investigations, but being in fact of some Holmesian archetype, placed in abyss by the semiologist Umberto Eco in Il nome della rosa 8 (1980), a quest on the very existence of the categories of the narrative, where the man disappears by his own apprehension of his existential indeterminacy linked to laughter. And we can add Italo Calvino's novel Il Barone Rampante 9 (1957), where the eccentric baron goes up forever in the trees, that is to say, he rises to better see the world, but that paradoxically, it is extracted by its own clear-sighted understanding.
The tale of Tom Thumb seems to be at the beginning of an initiatory narrative recounting the quest of a child protagonist to enter adulthood. The child must face death by fighting the Ogre. A possible etymology of the 5 George Darien, Le Voleur, Paris, P.-V. Stock, 1898, p. 132. 6 L'ombre portée du narrateur: interview with Jean-Pierre Sarrazac, 1. L'Annuaire théâtral, N° 33, PRINTF-MPS 2003, p. 105. 7 Siegrfried Kracauer, L'ornement de la masse, Essais sur la modernité weimarienne, 1927. 8 Umberto Eco, Il nome della rosa. Bompiani, I edizione, 1980. Piccola mancanza 9 Italo Calvino, Le Baron perché, Éditions du Seuil, 2001, p. 399. word ogre being Orcus, god of the Etruscan death associated by the Romans with Pluto, from which derive the Orcs of the legends; some people think that the word crossed, and therefore enriched with resonances, with the word Oïgour, used to designate the Huns of terrible memory, but also the term Hungarian, known formerly as "Hongre" in old French, where the ancient expression "eat like a Hungarian" became the proverbial "eat like an ogre".
"Tom Thumb, through a series of obstacles and trials, must symbolically die as a child, like the old Adam, to be reborn as an adult after a stay in the heart of the Forest, an unusual space. He receives initiation in the hut (i.e. the house of the ogre) or the cave (the hollow rock). He will be his own smuggler and will succeed the various tests he confronted by cunning and clairvoyance: Tom Thumb anticipates, he knows how to read all the signs or symbols like white pebbles, just as he knows how to see off the glow in the forest, gaining height." 10 Between 1808 and 1814, during the Spanish war of independence against the Napoleonic armies, Goya lives in recluse the national tragedy that shakes Spain. Isolated, however, he hears the rumor of battles and massacres, but without orders for paintings, he begins to paint for himself still life paintings and the colors darken as the forms approach caricature. It is in this state of mind at the edge of fantasy and nightmare that he returns to the origin of contemporary drama with an apparently anachronistic canvas: The Lazarillo de Tòrmes (1808-1812). This grotesque representation of the picaresque piece at the heart of the battle is already a pre-surrealist theme with this old miserable and deceitful blind man who is robbed of a sausage by Lazare, whom he substitutes with a turnip, but the subterfuge is fanned by the old man's sharp sense of smell, who pushes his gnarled fingers into the child's mouth. We can see in this staging the metaphor of an eternal return, an endless loop that gives a new panorama on the place of Lazarillo in the history of the drama and its chronic resurgence that had not escaped the great Spanish painter.
Unashamed of the absence of knights and supernatural beings, the anonymous author's realistic prose used many popular sayings and gave an ironic and uncompromising interpretation of the cowardly, greedy, cruel and contemptuous actions of the rich and powerful. He described the trades of indulgences of the Church, the servants forced to die with their masters on the battlefield (like the father of Lazarus), but also those thousands of refugees, vagabonds, who wander from city to city, or those beggars who are beaten, receiving lashes, hungry stomachs and starvation that drives the poorest to the worst ends to survive.
In addition to its importance in the Spanish literature of the Golden Age, Lazarillo de Tòrmes is at the origin of the literary genre called the picaresque novel, from the Spanish word pícaro, which means "thug" or "rogue". In novels of this type, the adventures of a strong-eyed boy reveal the injustice of society while making the reader laugh.
This extended genre includes, among others, the works of Cervantes, The History of Tom Jones, Henry Fielding's Foundling 11 (1749), Gavroche's character in Victor Hugo's Les Miserables 12 (1862), and the Adventures of Huckleberry Finn 13 (1885) by Mark Twain. His influence extends thus to novels of the twentieth century, plays and movies featuring the antihero, so dear to contemporary drama.
In 1573, a version of Lazarillo, edited by royal censorship, was quickly distributed in Spain, but omitting Treaties 4 and 5 and paragraphs from other parts of the book.
It was Juan López de Velasco, cosmographer and historian of Philip II of Spain, who was responsible for the rewriting of Lazarillo, whose edition is known as Lazarillo Castigado (Lazarillo's punishment). The censorship was subtle but radical, because it turned Lazarus, the "victim of socio-economic circumstances", into a Lazarus responsible for his own social and moral conditions. It is suggested that the book that actually launched the picaresque novel and then influenced so many writers was in fact the censored edition and Lazarillo Castigado by Juan López de Velasco is, by its diffusion, a literary phenomenon superior to that of Hurtado. 11 Henry Fielding, Tom Jones, (trad. M. Defauconpret), Paris,Club français du livre, 1967, p. 958, réédition de la traduction de 1835 avec une préface de Gilbert Sigaux, (édition de référence). 12 Victor Hugo, Les Misérables, Bibliothèque-de-la-Pleiade, Gallimard, Paris, 1951. 13 Mark Twain, Adventures de Huckleberry Finn, translated by Philippe Jaworski, in OEuvres, Paris, Gallimard, coll. Bibliothèque de la Pléiade, n o 604, 2015.
The fine work of Juan López de Velasco had allowed Lazarillo to leave the list of banned books, but that was without counting on the edition of Antwerp, translated into different languages, which had already spread in Europe. In fact, the anonymity of departure allows all the reconstructions and staging according to what the author considered at a given moment.
We enter here in what Sarrazac calls "the rhapsodic impulse" of contemporary theatre and the eponymous title of his chapter in Poetics of modern drama 14 . The rhapsode is the one that assembles voices that are coming from beyond the literary work and its origin goes back to the Homerids, "the sons of Homer", who were, in ancient Greece, in an archaic time, an organization (genos) of rhapsodes from Chios Island who dedicated themselves to publicizing the works attributed to Homer. It is logical that they played an important role in the first writing of the text of the Iliad and the Odyssey, that is to say the passage from oral poetry to its written (and certainly rewritten) version in the course of time by the voice of other rhapsodes.
The first contemporary mention of this group is in a poem from about 485 BC. J.-C. of Pindar:
"In the same way as the Homerids The singers of 'words sewn' (the rapsodes) Always start with a prayer to Zeus ..." 15 From anonymity rhapsody is born, but this disappearance of the author forces us to go beyond the first meaning, as Americo Castro warns: "We must realize, however, that this anonymity is not an accident, nor an omission, but an essential aspect of the literary reality of the book. If we take the fact of this anonymity as a starting point, we will be able to penetrate the book more deeply and appreciate it better than by simply appeasing our curiosity to know the name of the author." 16 Roberto Busa , Italian Jesuit, Thomist theologian, who was a pioneer in the use of the computer for linguistic and literary analysis, was in his time interested in the problem of the attribution of ancient works. 17 In 2016, in the tradition of Roberto Busa, in order to solve the question of the paternity of Lazarillo, the authors of the article "The Life of Lazarillo of Tòrmes and of His Machine Learning Adversities", set up a basic computer corpus of possible authors. The majority of the statistical evidence seemed to go in the direction of an attribution to Arce de Otálora (1515-1520 -1562) compared to the humanist Juan de Valdés (1499-1541): "Open methods suggest that none of the authors wrote the little book. After all, if, as Francisco Rico mentions in his edition of 2011 (Anónimo ed Rico, 128), Lazarillo is the only work written by its author, whatever the method of calculation employed, based on the comparison of the styles, mentions, idioms, or fingerprints, proves useless. Under this assumption and because of the absence of other texts serving as clues, traditional research based on a historiographic profile appears as our only chance to find the author." In the investigation of Lazarillo, the researchers came across the paradox of the rhapsodes or "the Lazarillo by Diego Hurtado de Mendoza, with its parallels counts of life and allusions, is a different story from the Lazarillo of Friar Juan de Ortega or Pedro Mejía." This is also true of the Lazarillo by Otálora, that of Valdés, that of Sarrazac, because for each new author, a new reading is found for the Lazarillo. If this picaresque novel is proved to be a primordial influence in Don Quixote 18 , we can quickly see between the lines the existence of a "Lazarillo" of Cervantes.
"Lazarillo" refers to the digression of a process that is repeated and this mutation can be projected into the future inexorably. It can identify itself through the rhetorical process of accumulation and comparison of the different voices and return to the first meaning of the text without it being quite the same each way around.
Here, in this farandole of mutations, the drama is not sufficient for the expression of a single definition, it can also be expressed in the harsh light of a forensic clinical diagnosis and have the precision of Brett Easton Éllis in American Psycho 19 (1991), or the crudity of the non-affectional analysis of a Houellebecq confronted with the disappearance of the human being carried away by an eschatological logic.
"Horror, horror" and Kurtz's final cry in Conrad's Heart of Darkness 20 (1899) becomes a clinical diagnosis that may fit in Don Diego's last hours: "Gaseous gangrene causes bubbles filled with a purple liquid and a foul-smelling gas. The epidermis cracks and becomes black. The patient is overwhelmed by strong fevers and suffers intensely. His heart rate will increase and then an immense fatigue will occur with a drop in the blood pressure that will plunge him into coma and death."
Don Diego will remain one of the rhapsodes of a multiple work, sometimes unequal in its political implications like Lazarillo castigado. But this paradoxical truth can also be projected on W. Shakespeare, who is, in the same way, an author with very unequal pieces, to the point that one could consider according to the controversial subject matter based on rumours and multiple theses, that the author Shakespeare was not the only author of his plays, but the rhapsodes also made their voices heard in the Shakespearean dramaturgy.
We must consider that the rhapsodic impulse is at work in the Elizabethan theatre and that William Shakespeare is sometimes the vector and the medium of a message that goes beyond his person to express himself brilliantly in his major works. The English playwright is considered to be the sounding board of a theatre in taberna: these dangerous nights between drinking, brawling and sexual or sentimental adventures, without forgetting the intellectual meetings at the crossroads of new ideas, this eccentricity considered as an indecency by the powers always in place to curb, relegate, imprison or execute singular individuals from a shadow theatre that brings together the great names of the London scene: Chapman, Marlowe, Ben Jonson, Inigo Jones or John Donne.
The rhapsody contributes also to the diffusion of ideas on the margins of Bacon's natural magic, politics, the return of natural philosophy through the Royal Society, atheism, great discoveries and politics with characters such as the explorer poet Walter Raleigh or the mage John Dee, not forgetting other "sulphurous" figures who also live in the secret alcoves an eccentric and dangerous life.
This "chiaroscuro" rhapsody of the drama transcends borders, plays on European wars and this shared reaction is found in Madrid of the Golden Age around Quevedo, but also in returning to this year 1575 , when Diego Hurtado de Mendoza will meet for posterity the mysterious "Lazarillo" on the streets of Salamanca, the little vagrant whose paternity is lost in the crowd of his multiple parenthood, but this story is repeated and we can just as easily see the temporal loop that carries the young Jean Genet in the violent havens of Querelle de Brest 21 (1947), the cynical verve of a Malaparte in La pelle 22 (1947) , the nihilistic despair but without the will of E. Cioran, the Promethean provocation of a Pasolini against the "politically correct" in the film Salò o 120 giornate di Sodoma (1975) , the epic reinvention of Victor Hugo's Queen Margot" by the movie director Patrice Chereau in 1994.
The Lazarillo will be seen as an obvious extension in modern Romania through the life of François Breda (1956 Breda ( -2018 , the romanisation of the drama at a time when the taverns of Cluj-Napoca had nothing to envy, to the London of Marlowe or in Lope de Vega's Madrid, if only by the protean work, especially that one of the last "Transylvanian", through the mastery of the Romanian, French and Hungarian languages in a complex set expressed in the theatre, essays, poetry, existential philosophy, mystical, esoteric ramblings and academic research, where everything is mixed in a baroque vision that best reflects the rhapsody at work.
We are confronted with the loop of an eternal comeback which makes the flame flicker again because it is in the light of the candles and in the shadow, that is born also, beyond any moral, the dark side of the conjured Guy Fawkes (1570-1606) well as the madness that swept away the Kingdom of the Stuarts in the reconstruction of the "Theatre des Masques" 26 , a paragon of a flamboyant, neoclassical humanism, soon to fall to the autocratic puritanism of a Cromwell.
It is a rhapsodic song that lets us hear its acousmatic voice, its subversive metaphor, to the point where a mysterious "School of the Night" was designated for a long time. "Black is the badge of hell / The hue of dungeons and the school of night." This ambiguous term, "School of the Night", from a minor play by William Shakespeare, Love's Labor's Lost (1595/96), is an amplifier of an academic quarrel over the meaning or otherwise of a message whose origin is unknown and whose recipients are not linked to a precise space-time but only by the possibility of reading "the figure in the carpet" (The figure in the Carpet 27 , 1896) according to Henry James's famous, we will have the key of interpretation.
The message appears encrypted and sent in the future, such as Heidegger's famous letter on humanism, analysed and commented on by the philosopher Peter Sloterdijk in Rules for the Human Park 28 (2000) . Here, the German philosopher brings into play the complex voices of classical education through books, in a criticism of the humanism incapable of stopping mass society and the "bestialisation" of the "human park".
This philosophical question refers directly to the possible disappearance of the drama theorized by Szondi. But, by the heterogeneous aspect of the rhapsodes, it appears that even in a mass, authoritarian, cybernetic, panoptic and procedural society specific to the advent of the new police democracies, the messages would not cease to resonate in the noosphere, because the rhapsodic subversion of drama cannot be precisely defined. It is an indeterminate object because it is most often invisible and constantly changing, and it is clear that the voice of the rhapsode escapes most often in the eyes of the censor. The most significant case is undoubtedly the dramatic theatre whose incomprehensible lack of logic made it difficult to convict at first. Today, we pass willingly on the throats of the Ithaca maids by Ulysses and his son because we no longer have the opportunity to link this butcher's shop with the image of an Odysseus with an intelligence admired until the 21 st century, showing how the reading of the drama changes, evolves and generates its own self-censorship to stick to the median interpretation of the text. Even if this image exists, we do not see it and the censor is also subject to their blindness or the meaning is camouflaged to the point of apparently being absent.
We can think of the extreme case of Tarkowski who built with Stalker (Сталкер, 1979) a cinematographic masterpiece transfigured by multiple sources, mystical or esoteric, while passing through the Stalinist censorship. These examples are only highlighted here to bring to light the incredible resilience of a message the permanence of which can be traced back to the punk movement in the fascinating investigation of Lipstick traces, a secret history of the twentieth century 29 (1998) or how Greil Marcus, a famous American rock critic, heard the echo and the message of the Dadaists and the Situationists in the three minutes of Sex Pistols' Anarchy in the UK musical chaos, like a dive into the drama's dramatic sources in the radical form of a cry the meaning of which can always escape us, but not the disturbing strangeness it provokes on the addressees, that it could origin a feeling of deep rejection or total amazement. This irruption of fiction into life and the opposite, whether it was a scream, a Shakespeare tirade or Quevedo's poem, is the meaning of the drama, even if it has no meaning, other than paradoxical. "For the first time in the history of literature", says Carlos Fuentes, "a character knows that he is being written at the same time as he is living his fictional adventures. […] Everything is possible. Everything is doubtful. Only a hidalgo 'de la Mancha' still adheres to the codes of certainty. Like the Spain of the Counter-Reformation, Don Quixote sails between two waters and belongs to two worlds. For him, nothing is doubtful, and everything is possible: as the Invincible Armada destroyed in the time of Cervantes, it is an anachronism that ignores his name. In the new world of criticism, Don Quixote is a knight 29 Greil Marcus, Lipstick traces, une histoire secrète du vingtième siècle, Allia, Edition revue et augmentée, 2018. of faith. This faith comes from a reading. And this reading is madness. Don Quixote persists, like the necrophile monarch of the Escorial." 30 It is no longer the work of the demiurge scholar who counts, relegated to the nominative function of Frankenstein, but rather the many scattered fragments, exquisite dead bodies stitched together that form the monster's rhapsodic being in his modern Prometheus form such as had imagined and prophesied Mary Shelley 31 in her novel published anonymously in 1818.
We find in Lazarillo this vision of the drama born out of nowhere, this madness that is life in a world where everything is true and where everything is false, to the point that life mixes with the stories but these stories intertwine with each other, to other lives and the death that reigns in his castle under the guise of a living dead emperor, which sends us back to the process of zombification of the being, the politicization of the body. This confusion or an unfortunate Haitian peasant poisoned by a sorcerer with Tetradoxine, loses his will, to become that zombie slave who merges with a king from Spain, penitent of an empire where the sun never sets when the Black shutters are drawn on The Fine Days of Aranjuez, as in Peter Handke's play (2012), and as the emperor of the world, the hidden necrophilous king walks barefoot towards his long night in the tomb.
Poor Lazarus, a mischievous tramp of the Golden Century pointed out the shame of the powerful and foreshadowed the unthinkable misery of the proletariat at the time of Marx and Engels.
But the Lazarillo has so many voices, so many spokesmen, censors, inventors who register by addition and discriminations within the eternal rhapsody of the drama and of its own contradiction which is the "death of the drama", that which is announced and brandished high without knowing that the narrator of the burial, proud of his titles, holds in his hand a simple turnip, while "Lazarus", unless he is the Little Tom Thumb, is already far away with a sausage in his hand, the one that Calliope, the Muse of Poetry will transform into a flowery braid of myrtle to adorn the forehead of Don Diego who enters a state of delirium and sings these verses of Homer:
"Sing in me, Muse, and through me tell the story of that man skilled in all ways of contending, 30 Fuentès, C., 1997. Cervantès ou la critique de la lecture. 23 sept, Issue 358. 31 Frankenstein ou Le Prométhée moderne, Mary Shelley, Galliamrd, Folio SF, 2015
